autobiography and her association with the women's art movement, however, reveals the works to be subjective, highly personal reflections on memory, self and artistic aspiration.
In the past, all the works Watson's A Painted Page series have typically been dated to 1979. However, the identification of a publication date of 1980 for some printed sources means that later works must have been made later than 1979. In these cases, an amended date of 1980 is given in square brackets. Common structural elements established the format of each painting. A gridded, loosely-painted copy of a printed page was butted into a corner of the canvas, anchoring two of its sides to a vertical and horizontal perimeter of the support. Across the series, each of the four possible corners of a canvas was used, implying a systematic exploration of positional options. The space between the remaining two edges of the painted page and the limit of the canvas-which Watson termed the "off border"-was filled with thick, vigorously applied paint, using a single color in all but two cases.
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In each case, the essential architecture of the painting schematised the deductive structure of high modernist painting. A master quadrilateral (the canvas itself), held a second within it (the copied page). Inside this was nested a further set (the square cells of the enlargement grid). While the L-shaped off border was a remnant space determined by the proportions of the source pages, it too stood as an internal echo of edges of the canvas.
Watson also tabled constitutive elements of high modernist painting in the frontal orientation and spatial compression of the paintings. 3 The flatness of the support, along with its shape and edge, were declared insistently. The risk of spatial illusion, arising from the very application of paint to the support, was held in check. Each of the enlargement squares was treated as an isolated painterly unit rather than melding fluidly into an object, figure or Watson, who had been active in the women's art movement since 1975, shook things up further by couching her challenge to high modernism in personal as well as formal terms.
For her, the Painted Pages were a riposte to the monolithic, masculinist language of high modernism. The colors she chose for the off borders of the paintings (pinks, lavenders, ochres) were, she said, "girly" decorator's colours rather than "official serious art colours." 
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Contemporaneity The chronotopy of autobiography is more fleshy and less stable than that of the novel.
Bakhtin noted that the author of fiction "does his observing from his own unresolved and still evolving contemporaneity, in all its complexity and fullness, insofar as he himself is located as it were tangentially to the reality he describes. would have it, a disinterested "painting of a photograph" nor an exercise in "dislocation." 41 Instead, Watson was reinvesting in the stories that she had told herself in her youth. Twiggy was a powerful evocation of an exciting, entrepreneurial young woman, made by an artist who had just completed her first decade of professional practice in a masculinist art world.
Watson's new wave sensibility was more about Brodkey's dreaming mind than Barthes's second degree. It had something of the desire for self-invention, independent of classical stylistic narratives, identified by music critic Simon Reynolds, "there'll be no more Next Big
Things, just an ever-after of pick'n'mix plundering from the past … instead, on each of us descends the freedom (or burden?) of being the author of our own identity, making stylistic choices to express not so much our inner selves as our allegiances and our fantasies about who we'd rather be." 47 Ibid., 155 and 159. 48 Bakhtin, "Forms of Time and of the Chronotope in the Novel," 84.
